Gymnastics of Thought 199 of knowledge, 7 for by means of 'best practice', complex processes and phenomena can become accessible to a broader public in a popular and simplified form. Experiential knowledge needs no theoretical edifice; it just has to work. Nevertheless, these forms of practical knowledge are not innocent or without consequences. Quite the contrary: in the course of the twentieth century, they appear to have become part of a highly differentiated culture of self-optimization -examples would be not only exercise techniques such as Pilates and rhythmic gymnastics, but also forms of therapy such as psychodrama or Family Constellations and aptitude tests or assessment centre procedures. These are all techniques that arose in the early twentieth century to help the individual manage her or his own behaviour through self-awareness.
Writing the history of the women of gymnastics, in short, poses numerous challenges. The following discussion is an initial attempt first to describe a network of female practitioners, its emergence and development; second to describe the collective knowledge that processed in the network as practical knowledge, one that emerged, was passed on, and was transformed -and also archived (in the sense of a continual re-enactment) -in performance. Finally, I will describe this knowledge as knowledge which is fundamentally topological, and as such has a profound affinity with the network. The following questions arise: What does it mean to view rhythmic gymnastics as a way of thinking? And what about the movements that are proper to all ways of thinking? Are there other forms of thinking than thinking in concepts and as an autonomous subject?
In order to describe this network knowledge of female practitioners, I will focus my histories very sharply in terms of locality, time and personalities: the first three decades of the twentieth century in Berlin, and the figure of Elsa Gindler.
Gymnastics as a form of knowledge
During the 1910s and 1920s, the German gymnastics movement was composed of very differing currents, including anatomically oriented gymnastics (for example Hedwig Kallmeyer, Elsa Gindler), rhythmic gymnastics (for example Émile Jaques-Dalcroze, Charlotte Pfeiffer or Nina Gorter), gymnastic dance (Isadora Duncan, Mary Wigman, Rudolf von Laban, Trudi Schoop), a gymnastics based on the Turnen physical education movement (Carl Loges) and gymnastics as Lebensreform (the Loheland School: Louise Langgaard, Hedwig von Rohden). 8 Alongside the 'great men', like Émile Jaques-Dalcroze and Carl Loges, women too left their mark from the very beginning. 9 In the United States, Genevieve Stebbins continued the work of the French actor François Delsarte, considered the founder of bodywork, to develop her own form of gymnastic education. Stebbins's student Bess Mensendieck, a DutchAmerican physician who studied medicine in Zurich, 10 established her own system of gymnastics based on anatomy; her book Körperkultur des Weibes ('The Physical Culture of Woman') appeared in 1906. Hedwig Kallmeyer, another student of Genevieve Stebbins, created 'harmonic gymnastics'. Kallmeyer took her cue from Ancient Greece, and combined the imitation of particular poses and assumed movement sequences with breathing exercises, which together would lead to the attainment of physical awareness.
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Berlin was one of the hubs of alternative models of gymnastics that were rooted in dance and music. 12 It was there that the sisters Elizabeth and Isadora Duncan opened their school of dance in 1904, and the Dalcroze School (Toni Zander, Marie Adama van Scheltema, Anna Epping) was also based in Berlin, as was the Berlin Dalcroze Institute run by Nina Gorter. The Berlin State School of Music offered courses in rhythmic gymnastics with Charlotte Pfeffer; among those attending was Gerda Alexander, the founder of Eutony.
13 Berlin was also the centre of Elsa Gindler's work. In 1917, Gindler founded the 'Seminar for Harmonic Physical Training' (Seminar für harmonische Körperausbildung) in the city. With Elsa Gindler, the 'grandmother of somatic psychotherapy', 14 we see gymnastics shift towards therapy, a move that can often be observed in connection with reform gymnastics, for example in the work of Gerda Alexander, Hedwig Kallmeyer or Charlotte Pfeffer. Pfeffer, a teacher of rhythmic gymnastics at the State School of Music, developed rhythmics for the fields of early childhood education and therapeutic pedagogy. 15 One of the founders of psychomotor education, she brought the concept of psychomotorics to educational theory, introducing the term 'psychomotor education' in 1941, then 'psychomotor therapeutic pedagogy' (Psychomotorische Heilerziehung) in 1955.
The extension of gymnastics into educational and therapeutic practice brought its protagonists accusations of having oversimplified the artistic substance of their methods for the sake of pragmatic applications. There have been claims of a 'feminization' 16 of rhythmics within pedagogy, and in his 1975 sociological study of dance teaching in Germany, Helmut Günther asked whether rhythmics was 'only for women, children and the sick?' Günther called for a retreat from 'socializing moral education' and a return to the 'liberating education 1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41 Gymnastics of Thought 201 of the mind [Bildung]' and dance. 17 In contrast, I wish to show through the example of Elsa Gindler how the women of gymnastics established a new form of practical reasoning, a collective form of practical knowledge (and ultimately a special form of practical anthropology) which, at this point in time, was probably only possible for women.
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Elsa Gindler studied harmonic gymnastics with Hedwig Kallmeyer, and from autumn 1912 worked as a gymnastics teacher.
19 She propounded a gymnastics that was influenced by Lebensreform and strictly demarcated from the Turnen tradition, using no apparatus or equipment and querying the status of the teacher. The body's rhythmic movement should not be directed by somebody else: rather, each individual's own 'inner' rhythm must be developed on the basis of his or her particular needs. 20 Gindler thus refuted the objectives of traditional gymnastics, whether athletic, physiotherapeutic or orthopaedic. Nevertheless, in 1925 she joined with representatives of other schools of thought to found the German Gymnastics League (Deutscher Gymnastikbund), of which she was the first president until 1933.
Gindler was by inclination a naturalist, 21 and did not construct exercises or even, strictly speaking, a method but carried out 'experiments' in pursuit of the question 'Where do we end up if we simply let things happen unimpeded?' 22 Elsa Gindler's rhythmic gymnastics made bodily experience into a form of knowledge, within an experimental setting in which experiences through the body, breathing and concentration were intended to culminate in a philosophical stance of 'letting be, of composure, of being able to relinquish oneself', 23 a form of somatic and philosophical understanding. 24 Rudolf von Laban also emphasized that rhythmic gymnastics was a form of thinking:
It is perhaps not too bold to introduce here the idea of thinking in terms of movement as contrasted with thinking in words. Movement-thinking could be considered as a gathering of impressions of happenings in one's own mind, for which nomenclature is lacking. 25 Gymnastics as a philosophical form has a long tradition in Asia, but also in classical antiquity. In Ancient Greece, physical training (Greek: γυμναστική [τέχνη] 'gymnastics'; γυμνάζω 'to exercise', 'to train', 'to school'; γυμνάσιον 'gymnasium', 'school') was considered part of a rounded education for young men. Women teachers of gymnastics such as Kallmeyer and Duncan also made use of these ancient prototypes. 26 29 Many of the first students at Gindler's Institute in the 1910s were drawn from the Mazdaznan movement, and she was frequently invited to Mazdaznan conferences. 30 However, rather than retracing the lines of classical, Eastern, theosophical and esoteric thought in Elsa Gindler's work (an intriguing and worthwhile project, but beyond the scope of the present chapter), in the following I restrict myself to describing Gindler's research as a form of practical experimentation. My argument is that this experimentation, within a network of Gindler's students, gave rise to knowledge that was formed in a process of whispered transmission reminiscent of the game 'Chinese whispers'. I will tentatively call it 'Gindler knowledge'. Gymnastics of Thought 203 produce knowledge of Elsa Gindler's work in the transformative iteration of 'Whisper Down the Lane' -knowledge that is passed from one person to the next without its origins necessarily being obvious or remembered. 39 Such 'Gindler knowledge' cannot claim to refer back to an original source; it is a garrulous knowledge, in many cases generated in physical experience, through practice. Elsa Gindler's thinking can 'only' be reconstructed in mindfulness of these transformations and deformations.
Gindler's research and Gindler knowledge
As early as the interwar period, epistemological research identified knowledge of this kind -knowledge that is disseminated through webs and networks -in laboratory science as well. Ludwik Fleck's 1935 study Genesis and Development of a Scientific Fact described an 'intracollective communication of thoughts' 40 within a heterogeneous ensemble of equal, collaborating members of the most varied professions and lay people. Fleck investigated 'thought collectives' 41 -social processes of knowledge generation -and stressed the collective, localized nature of all scientific knowledge. Describing the laboratory sciences as driven by the process of trying out and tinkering with apparently 'hard' or scientific facts, he accentuated the nature of scientific research as an act of 'emplaced and embodied thought'.
42 But Fleck did not examine the emergence of the networks in which practical knowledge is generated, nor describe the knowledge that emerges in this way as 'network knowledge'. This is exactly what I propose: 'Gindler knowledge' may also be characterized as a viral, network knowledge. Even today, it spreads globally outwards from Elsa Gindler and the contacts she made in Berlin, gathering more and more nodes and links, more and more new methods and procedures based on Gindler's work.
In Berlin Gindler met numerous people who in subsequent decades went on to refine their own methods and processes through her influence, especially in the direction of body psychotherapy. 43 Lore Perls, married to Fritz Perls -both of them among the founders of Gestalt therapy -was a student of Gindler's; Klara Fenichel Therapy' was also influenced by Gindler, via the dancer Gertrud Falke Heller. The list could be continued. By now it is possible to speak of a fourth generation of the network, although in many methods of bodywork or body psychotherapy Gindler is no longer mentioned by name; her influence is only perceptible in the use of particular concepts, such as, and the story of a particular person's training. This non-naming is another typical feature of network knowledge. 46 It is striking that as 'Gindler knowledge' unfolded in the third generation of the network, there was a professionalization in the fields of psychoanalysis, psychotherapy and body psychotherapy that cannot be observed in the first two generations of Gindler knowledge. On the contrary, Ulfried Geuter, a German historian of body psychotherapy,refers to a 'hidden history of the work of women that has hitherto barely been acknowledged in the historiography of psychoanalysis and psychotherapy, because these women, apart from Ruth Cohen, did not create their own psychotherapeutic systems and, like Gindler herself, published almost nothing about their work.' 47 Indeed, Elsa Gindler and many other women involved in gymnastics showed no interest in wresting recognition from the established sciences and therapies. Gindler did not regard her practice as a method, and did not give it a name. A similar stance emerges for the Swiss dancer and dance therapist Trudi Schoop in an interview with Hadassa Moscovici:
I never wanted to have a school, in the sense of putting forth a method and saying 'This is how it's done and no differently.' That just isn't my way. It goes against my whole nature. And so I never did it. In my opinion, methods are there to be forgotten. Something new would have to emerge out of them. The gender of knowledge
Geuter identifies a gender gap here resulting from different relationships to psychoanalysis. The men tended to come from psychoanalysis and then turn to the body, whereas the women started from bodily practice and approached psychotherapy from there. 50 Certainly, it seems mainly to have been women who carried out practical work while their male colleagues attended to theoretical embedment: Wilhelm Reich and Heinrich Jacoby are excellent examples. It is, however, also important to note that the women involved in rhythmics were all self-employed and that their access to the male-dominated employment market was fraught with difficulty. Only since the late nineteenth century had university study even been possible for women in Europe, 51 and it required the kind of financial resources that a woman like Elsa Gindler did not have. 52 The proponents of gymnastics nevertheless chose the path of independence and professional life, one being taken by more and more bourgeois women at the time.
53 But women's livelihoods as freelancers were increasingly precarious. In 1920s Berlin, for example, there was one music teacher for every 1,000 inhabitants; music teachers were mainly women and the profession was extremely badly paid. 54 For this reason alone, specializing in rhythmic gymnastics improved women's career opportunities. The gender gap should thus also be considered in terms of hard economic facts. In addition, women's exclusion from the traditional networks of scholars and professionals meant they were obliged to establish new, different forms of networks -networks that could be accessed irrespective of accidents of birth and gender. Building up a web of personal and working relationships, supporters and mentors was a new task for these women, and one vital to their survival. I therefore propose not to search for the 'forgotten stake' of women in rhythmics within the history of medicine, psychoanalysis, psychotherapy and body psychotherapy, 55 but rather to tell their story as a concatenation of living network histories. And the concept of network may be applied not only to the construction of informal systems of assistance, but also to the work of Elsa Gindler herself.
Working groups and self-education
Gindler regarded her courses as 'working groups' in which, 'by intervening and by making themselves vulnerable', all the participants contributed to 'understanding the laws of human existence.' 56 Gindler's point was that all those involved were part of an experimental system within 10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41 206 Katja Rothe which, through the practice of daily self-exploration, they developed a bodily stance of research. Gindler described this stance as tasten, 'sensing one's way'.
57 Early in her career, during the 1910s, Gindler worked with the imitation of classical Greek statues -the beauty of the poses was to be transmitted to the imitator. 58 Later, she applied her tactile explorations directly to the organism (I will return to this below).
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The concepts that Gindler adopts to describe these tentative stances of exploration are attentiveness, composure, and perception. Knowledge then 'happens' within the self-experimental setting. In her notes, Gindler describes this research procedure as follows: 'ascertain what befalls you when trying out.' 60 For Gindler (and for the women of the gymnastics movement more generally), the focus is thus not on the thinking, cognizing, inquiring ego, nor on the exercising, communicating group, but on the collective self and the participatory, tactile exploration of experience and perception, the exploration of the self within a network of other explorers. Here, thinking or knowing emanates not solely from the researching self, but also from the practice of bodily movement and of breathing. Indeed, the subject seems only to emerge with the incorporation of bodies into the practices of movement. Only by 'ascertaining what befalls' it 'when trying out' 61 does the subject arrive at a concept of itself. Gindler initiates, mediates and curates a process of self-formation and self-education. 62 Gindler encouraged her pupils to continue their behavioural studies in their daily lives. The objective was to adapt behaviour to the organism as the source of perception and knowledge. For Gindler, relaxed and wakeful perception is an enquiring stance that cannot be directed by an instructor but must be acquired by practice -a stance of self-exploration that is different for each individual. 63 This researching stance is a bodily stance, and it is networked with the body of the researcher. In Gindler's thinking, the rhythmic exploration of movement behaviour can lead to the assumption of a research stance that she once characterized as reagierbereit werden, becoming ready to respond. 64 In 1939, Heinrich Jacoby wrote: 'This was an attempt to educate starting from the body, in which the conscious encounter with the ordering tendencies of the organism, latent in every human being, was made the foundation of all work.' 65 Gindler's work was directed at 'acquiring for oneself an attentive relationship to the ordering and regenerating process of one's own body, on the basis of a conscious experience of one's state', as Sophie Ludwig put it. 66 In that process, Gindler did not predefine some ideal state or particular perception as her objective; neither was she interested in Gymnastics of Thought 207 diagnosing particular psychological states or even disorders. Very fundamentally, she was concerned with 'opening the organism for experience'. 67 To this end, the organism would regenerate itself through its own resources, by imitating particular gestures and breathing correctly, to produce a state of equilibrium between tension and relaxation. 68
Topology and the organism
As Heller points out, Gindler worked with a notion of the organism as 'complex organization' borrowed from Otto Hanisch, 69 whereby the organism 'particularizes itself and draws out numerous intricate associations in the course of a lifetime.' 70 In this sense, the organism might be described as a complex organization of networks that each develops individually and in line with its specific environment. In Gindler's experimental system, this development can in turn be influenced by rhythmic self-research. Gindler's work 'harmonizes' or synchronizes, so to speak, the various different dimensions of the networked organism. 71 However, this notion of the organism as a balancing system drew not only on Hanisch, but also on a topological view of both physiological and psychological processes that was also becoming established in the 'hard' sciences at the time. 72 He established a topological approach to brain research, criticizing the topographical approach that divides the brain into areas and studies pathological deficits. Instead, he proposed to regard the brain as a system of the organism as a whole that tries, when faced with disruptions and injuries, to reestablish an organismic balance. For Goldstein, in other words, a brain function cannot be localized in particular areas, but belongs to the organism. After an injury, the organism as a whole, in its confrontation with the environment, strives for organismic self-regulation. Both Goldstein and Gindler assume that the organism aspires to an '"average" state of expectation' which 'corresponds to its nature, which is "adequate" to it.' 73 It is not particularly surprising that Goldstein was also concerned with the notion of the organism's self-actualization. 74 For him, there was no state of normality or abnormality; each organism strives for its own equilibrium. Gindler certainly did not study Goldstein's work, and is more likely to have been familiar with psychoanalytical approaches. 76 There is nevertheless a connection in the person of Laura Perls, a pupil of Gindler's who also studied with Goldstein in Berlin and wrote her PhD under Adhémar Gelb's supervision. 77 Once again, these are not direct influences, but rather ripple effects of the Gindler network in Berlin.
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Elsa Gindler -a curator of knowledge
As I hope has become clear, Elsa Gindler's work opened up a dimension of network thinking and of practitioners that has not inscribed itself into the written history of science. This is a form of knowledge that is produced and documented in the performance of movements, exercises and research stances, one that is passed on and transformed from course to course, from student to student, in the mode of Whisper Down the Lane. I have described 'Gindler knowledge' as network knowledge on several levels: from the point of view of the actors, methods and schools; from the point of view of the exercises; and from the point of view of concepts of the organism. Within these topologies of knowledge, Elsa Gindler cannot be regarded as a master thinker. Instead, she is an orchestrator of knowledge, a curator of shared somatic research. As a curator, one who takes care (from the Latin curare), she adopts a different role from that of the researcher as a critical intellectual seeking elucidation and revealing hidden mechanisms. 79 A curator of knowledge arranges reception stimuli and invites her students to participate as researchers in an act of research, an exploration of their own resources and capabilities. 80 Once combined with the rise in the 'wellness model of human nature', 81 the goal of mobilizing psychological potentials that, as Reckwitz argues, 'in principle are inexhaustible ' 82 is open to criticism as marking a 'structural change in psychological technologies of subjectification' 83 in the twentieth century. If this is our assessment of Elsa Gindler's work, we can safely consign that work to obscurity again. If, however, we are willing to probe more deeply into 'Gindler knowledge' as network knowledge, then new possibilities come into view: possibilities for understanding thought as a collective, implicit, non-verbal, habitual and somatic process. The questions that then arise have less to do with the substance of a particular methodology or system of body psychotherapy than with the features of a practical knowledge that is generated not by a research subject but by practice within networks, a practice that processes implicit knowledge and reorganizes the senses. Elsa Gindler's network knowledge is, then, an effect and product of collective, bodily and theatrical practices. 85 Gindler knowledge takes shape in the sequence of enactment, re-enactment, and also pre-enactment -the construction of other possible future models. 86 The gymnastics of thought propounded by Elsa Gindler enables knowledge to become practical. At the same time, it brings the thinking and guiding body onto the scene: a body that requires the group as its feedback system. More generally, the group seems to be both the precondition of Gindler knowledge and its forum. The group constitutes the network that, as a community, experiences Gindler knowledge and passes it on; and the group both stimulates and observes the work of self-exploration.
The gymnastics of thought that Gindler initiated can, then, be regarded as a situated, social practice that -while in each case delimited in time and place -spreads globally in its network. Donna Haraway has described this form of knowledge as a feminist knowledge. 87 She regards 'situated knowledge' as one that radically queries all phallogocentric knowledge claims and knowing subjects and addresses the technological, media, bodily, nonhuman, power-political, institutional and other conditions of knowledge. Situated knowledge calls for modesty in every claim to know. It asks that the material conditions of the known be laid bare, that the knower reflects upon herself as an observer and makes herself visible for others as such. In these terms, Gindler knowledge may be described as feminist knowledge.
However, Haraway always conceives of a situated knowledge as one that is communicated -one that is shared and that is mediated by language. In the case of Elsa Gindler, we find knowledge that is not linguistically mediated, not subject-generated, that reorganizes itself relationally within practices and networks. The Belgian philosopher of science Isabelle Stengers, picking up on Donna Haraway's ideas, has proposed an 'ecology of practices' that views every practice as networked and contextualized, yet also singular and locally effective. Using this notion, we might describe Elsa Gindler's practical work as a 'science of multiplicities, disparate causalities and unintentional creations of meaning' that are collective and not necessarily articulated by language alone. 88 With this ecological definition of practices, the definition of critique changes as well. Looking at Gindler, we do not see the posture of the critical intellectual who reveals, who dissects the structures of power. She exemplifies a different role for the critic: as someone who assembles, who cares, who curates, who takes up the stance of ' pre-enactment'. 
Proof
According to Bruno Latour, it is not the gesture of revelation but the shared care for and connectedness with things -the 'matters of concern' -that must now make up the critic's stance. 89 Latour sees concern as a new critical practice that does not rely on Enlightenment rationality but makes networking into a critical and a realist attitude. My proposal is to approach Elsa Gindler's network knowledge in exactly that sense, as a critical knowledge that not only gathers but also invents. In pre-enactment, as a form of the 'untended' and thus unboundaried transformations of collective, relational knowledge, an imaginative power surges forth and -parasitically, fictionally, irrationally, unconsciouslygives rise to new practices that cannot call on the authority of a master theory. 90 In networks, this dynamic of pre-enactment always also seems to be a particular technique of 'ancestry', of reflection on one's own origin, a multiple origin that cannot be made to stand still and that becomes increasingly differentiated and complex as the pre-enactment proceeds. Nevertheless, pre-enactment as a fictional ancestry introduces responsibility for one's own history into the politics of concern and of situated, collective knowledge. It is a complex and entangled history of people's own interest, their own emotion and vulnerability, their own conviction and self-invention.
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